





































































































This	report	presents	 findings	 from	the	qualitative	evaluation	of	 the	programme	undertaken	by	the	










the	 canal	 and	 its	 architecture	 as	 backdrop	 and	 site	 of	 intended	 cultural	 renewal,	 the	 programme	















Part	 1.	 The	 background,	 challenges,	 achievements	 and	 summary	 outcomes	 of	 the	








this	 new	 and	 challenging	 area	 of	 socially	 engaged	 practice.	 It	 identifies	 the	 benefits	 and	
 4 
drawbacks	 of	 four	 different	 models	 that	 Super	 Slow	 Way	 has	 used	 and	 it	 offers	
recommendations	that	could	help	to	offset	some	of	the	pressures	on	staff	and	artists.		
	













took	 place	 more	 frequently	 in	 the	 first	 year	 which	 demanded	 a	 steep	 learning	 curve	 on	 the	






The	basis	of	our	evaluation	has	been	a	 series	of	 case	 studies	of	 commissioned	projects	of	 varying	

















• Low	 income	and	 impoverished	canalside	 target	wards	 for	 the	programme	–	many	of	 them	
directly	suffering	the	effects	of	de-industrialisation.	
• Low	levels	of	cultural	attendance,	and	low	expectations	of	what	it	might	achieve	






• A	 number	 of	 mono-cultural	 white	 British	 and	 South	 Asian	 heritage	 neighbourhoods	 (of	
mainly	 Muslim	 faith),	 with	 little	 cross-cultural	 contact	 and	 a	 recent	 history	 of	 inter-
community	tensions.		
• Different	 agendas	 of	members	 of	 the	 consortium,	 some	of	whom	would	 have	 liked	 Super	
Slow	Way	to	operate	primarily	as	a	funding	source	compensating	for	previous	disinvestment	




• A	 delayed	 start	 to	 the	 programme	 which	 meant	 that	 that	 it	 was	 under	 pressure	 to	











• Developing	 a	 three-pronged	 commissioning	 strategy	 of	 large	 signature	 commissions	 that	
would	 achieve	 impact	 of	 scale;	 residencies	 hosted	 by	 local	 community	 groups	 or	
organisations;	and	community	commissions	developed	 through	 local	 resources,	artists	and	
organisations.		





• Creating	 opportunities	 for	 cross-cultural	 encounter	 and	 dialogue	 through	 art	 that	 crosses	
cultural	boundaries	and	traditions.	













and	 supported	 by	 the	 Super	 Slow	 Way	 community	 coordinator	 and	 residencies	 where	 local	
organisations	were	offered	 the	opportunity	 to	host	an	artist	of	 their	 choice.	The	process	was	very	
specific	 to	 each	 project	 in	 question	 and	 examples	 are	 documented	 in	 the	 case	 studies.	 In	 their	
delivery	 both	 community	 commissions	 and	 residencies	 encountered	 conditions	 that	 were	
challenging	for	artists	and	programme	support	staff	alike,	as	they	adapted	to	the	unfamiliar	cultural	
territory	 of	 Pennine	 Lancashire	 and	 the	 process	 of	 creating	 art	 with	 people	 who	 had	 never	
 6 
experienced	anything	like	it	before.	The	particular	challenges	of	working	in	the	area	varied	according	
to	 the	project	 as	 the	 case	 studies	will	 show.	 These	 community	 based	projects	 and	 residencies,	 as	





month	 residency	 Part	 2.)	 which	 had	 time	 to	 embed	 themselves	 and	 work	 emergently	 with	
communities	 were	more	 successful	 in	 establishing	 the	 relationships	 that	 overcame	 obstacles	 and	
allowed	the	work	to	flourish.	It	also	became	clear	just	how	challenging	some	of	the	settings	were	for	




We	 conclude	 there	 is	much	more	work	 to	be	done	 in	 the	Arts	 Sector	 generally	 in	 articulating	 the	
support	 and	 skills	 required	 to	 sustain	 such	 practice.	 Besides	 its	 commitment	 to	 action	 research,	
Super	Slow	Way	has	supported	the	Faculty	of	Social	Arts	Practice,	led	by	Kerry	Morrison	from	In	Situ	
and	 Chrissy	 Tiller,	 along	 with	 three	 other	 CPP’s	 who	 share	 an	 interest	 in	 the	 development	 of	












to	 raise	 its	profile	 locally,	 and	particularly	 to	engage	 the	diverse	 communities	of	multi-ethnic	 East	
Lancashire.	Sounds	of	Water	Shapes	of	Hope	was	 the	most	ambitious	and	 in	many	ways	 the	most	
challenging	project	 in	the	entire	portfolio	and	spanned	almost	the	entire	arc	on	the	programme.	It	
was	based	on	an	encounter	between	vocal	traditions	(Dhikr,	a	form	of	Sufi	chant,	and	Shape	Note,	
also	 a	 form	 of	 chant	with	 distant	 roots	 in	 Lancashire’s	 nonconformism)	 and	 a	 parallel	 process	 of	
community	development.	 It	 set	 in	motion	a	social	process	of	 re-configuring	 inter-cultural	 relations	





case	 study	 (Part	 2).	 The	 focus	 on	manufacturing	was	 intensified	 by	The	 Festival	 of	Making	 which	
drew	 crowds	 to	 the	 city	 centre	 of	 Blackburn	 over	 the	weekend	 of	 the	 6th	 and	 7th	May	 2017.	 The	















understanding	 of	 place,	 history,	 identity	 and	 awareness	 of	 current	 and	 future	 prospects	
(Fabrications,	 Festival	 of	Making,	 Home,	Metis-World	 Factory,	 Shapes	 of	Water	 Sounds	 of	
Hope)		
• commemorated	 events	 of	 historical	 importance	 to	 identities	 and	 histories	 of	 migration	
(Home)	
• countered	 through	 art	 and	 inter-cultural	 practice	 the	 divisive	 racialisation	 of	 difference	
(Kinara,	Shapes	of	Water	Sounds	of	Hope,	idle	women,	Circle	of	Friends,	Home,	Verd	de	Gris)	
• included	 marginalised,	 vulnerable	 and	 under-resourced	 groups	 (idle	 women,	 Circle	 of	




• begun	 the	work	 of	 regenerating	 locality	 through	 place-making	 and	 heritage	 (The	 Egg,	 the	
Pavilion	Community	Café	in	Nelson,	Fabrications)	
• recognised	 and	 developed	 through	 contemporary	 art,	 existing	 traditions	 and	 vernacular	
cultural	 forms	 (Hugging	 the	 Canal,	 Burnley	 Canal	 Festival,	 Blackburn	 Canal	 Festival,	 the	
Pavilion	Community	Café,	Shapes	of	Water	Sounds	of	Hope,	Metis-	World	Factory)	







1. Through	 the	 partnership	 with	 the	 Canal	 and	 River	 Trust,	 Super	 Slow	Way	 has	 raised	
interest	in	and	awareness	of	the	canal	and	its	potential	as	a	civic	and	leisure	space,	local	
public	 asset	 and	visitor	 attraction.	 This	has	 created	a	platform	 in	public	 consciousness	
for	the	second	phase	of	Super	Slow	Way,	starting	in	2018	
2. The	programme	has	 stimulated	a	great	deal	of	 local	 interest	 in	 industrial	heritage	and	
particularly	textile	manufacture,	an	important	contribution	to	place-making	
3. Super	 Slow	Way	 has	 successfully	 delivered	 an	 intensive	 programme	 of	 arts	 activity	 to	
East	Lancashire	 in	2016	and	2017,	with	major	signature	commissions	(Shapes	of	Water	
Sounds	 of	 Hope,	 The	 Kinara	 Festival;	 a	 Rhapsody	 to	 the	 Leeds	 Liverpool	 Canal;	
Fabrications).	 These	 signature	 commissions	have	established	a	 recognisable	profile	 for	
the	programme	and	signalled	its	strategic	priorities	in	the	area	
4. By	 targeting	 communities	 who	 live	 close	 to	 or	 along	 the	 canal	 (through	 for	 example,	
Island	 of	Mill	 Hill,	 The	 Egg,	Harkat),	 or	make	 use	 of	 it	 for	 specific	 needs	 (for	 example	
Circle	of	Friends	with	people	with	disabilities),	the	programme	has	raised	awareness	of	
the	canal	as	a	public	resource	









commissions	have	 stretched	 these	organisations	beyond	 their	 comfort	 level.	However,	
in	the	process	they	have	grown	in	confidence	and	capacity.	The	partnership	with	In	Situ,	
a	 long	 standing	 arts	 organisation	 embedded	 in	 Pendle,	 has	 been	 of	 particular	
importance	and	the	organisation	has	subsequently	gained	NPO	status.		
7. There	has	been	significant	progress	 in	building	audiences	 for	 contemporary	art	 in	East	
Lancashire.	 Feedback	 forms	 and	 rapid	 capture	 interviews	 have	 confirmed	 that	 some	










9. The	bold	and	wide-ranging	programme	of	 Super	 Slow	Way	has	 contributed	 to	 the	on-



























of	 the	 Canal	&	 River	 Trust,	Newground,	 the	 Local	 Authorities	 of	 Blackburn	with	Darwen,	 Burnley,	
Pendle	and	Hyndburn	and	Arts	Partnership	Pennine	Lancashire	(APPL).		
	
The	 programme’s	 primary	 site	 has	 been,	 and	 will	 continue	 to	 be,	 the	 Leeds	 &	 Liverpool	 Canal	
corridor	between	Blackburn	and	Brierfield,	 and	 its	 target	 communities	have	been	 the	people	who	
live	and	work	along	it	(total	population	in	the	catchment	area,	320,000,	living	in	56	neighbourhood	












prosperity,	 work	 identities	 and	 local	 pride.	 The	 decline	 of	 textile	 manufacturing	 and	 the	 de-
industrialisation	 of	 a	 once	 vibrant	 area	 has	 also	 led	 to	 the	 dwindling	 influence	 and	 diminishing	
membership	of	institutions	such	as	trade	unions	that	formerly	provided	a	context	for	cross-cultural	







Although	 traditional	 vernacular	 cultural	 forms	 persisted,	 for	 example	 in	 brass	 bands	 and	 canal	
festivals,	prior	to	Super	Slow	Way,	small	arts	organisations	in	the	area	suffered	further	disinvestment	
on	the	part	of	the	Arts	Council	 (ACE),	as	some	were	dropped	from	the	NPO	portfolio	 in	2012.	 In	a	
difficult	 financial	 climate,	 the	 announcement	 of	 Creative	 People	 and	 Places	 funding	 was	
understandably	viewed	in	Burnley	and	Blackburn	–	the	two	Local	Authorities	with	arts	officers	-	as	an	
opportunity	 to	 replenish	 diminished	 resources.	 The	 small	 arts	 organisations2	 also	 welcomed	 the	
prospect	 of	 a	 new	 funding	 stream	 and	 a	 consortium	 was	 therefore	 formed	 to	 develop	 a	 bid	 for	
around	£2	million	pounds.		An	accountable	body	capable	of	holding	a	budget	of	this	size	was	clearly	
required	and	the	Canal	and	River	Trust,	relatively	recently	formed	out	of	British	Waterways,	was	a	






the	 consortium	 had	 to	 be	 negotiated	 and	 this	 further	 complicated	 the	 process	 of	 producing	 a	
common	 vision	 and	 a	 viable	 business	 plan.	 The	 appointment	 of	 a	 programme	 Director	 was	
somewhat	 delayed.	 Eventually	 Laurie	 Peake	 agreed	 to	 return	 from	 Los	 Angeles,	 where	 she	 was	
working	at	 the	 time,	 to	 take	up	 the	post.	Her	qualifications	 for	 the	 job	 included	a	very	substantial	
track	record	in	large	scale	arts	programmes,	and	experience	in	the	intricacies	of	socially	engaged	arts	
practice.	 Of	 particular	 value	 was	 her	 local	 knowledge	 deriving	 from	 an	 up-bringing	 in	 Pennine	
Lancashire.	Laurie	Peake	took	up	her	post	in	late	2015	and	in	the	following	months	was	able	to	pull	
together	a	team	of	five	which	included	herself,	programme	manager	Katy	May,	Ruth	Shorrock	who	
has	 a	 strong	 community	work	 background,	 Zephi	 Begolo,	 communications	 officer	 and	 Laura	 Kelly	








Super	Slow	Way	has	 subsequently	had	 to	 face.	 Its	 responses	 to	 these	challenges	have	 shaped	 the	
programme	 in	 2016-17	 and	will	 continue	 to	 inform	 its	 vision	 going	 forward	 as	 it	 seeks	 to	 embed	
itself	 in	 the	 area;	 build	 on	 its	 efforts	 to	 introduce	 new	 and	 ambitious	 artworks	 and	 develop	 new	




























Asian	 population,	 have	 distinctive	 models	 of	 cultural	 participation,	 which	 are	 little	
understood	by	most	of	the	arts	sector.		
• Little	 experience	 of	 cultural	 investment,	 or	 social	 arts	 practice,	 and	 therefore	 little	
appreciation	of	its	potential	benefits.		
• Fractured	intra-community	relations	and	anti-social	behavior	in	some	areas.	
• A	 number	 of	 mono-cultural	 white	 British	 and	 South	 Asian	 heritage	 neighbourhoods	 (of	
mainly	Muslim	 faith),	 with	 little	 cross-cultural	 contact	 and	 a	 recent	 history	 in	 the	 area	 of	
inter-community	tensions.		
• Different	 agendas	 of	members	 of	 the	 consortium,	 some	of	whom	would	 have	 liked	 Super	
Slow	Way	to	operate	primarily	as	a	funding	source	compensating	for	previous	disinvestment	
by	Local	Authorities	 (who	also	varied	 in	 the	degree	 to	which	 they	were	able	 to	contribute	
financially	and	professionally	to	the	programme).	
• Competing	 priorities	 between	 the	 Local	 Authorities,	 who	 in	 some	 cases	 would	 have	
welcomed	town	centre	 initiatives,	and	the	Canal	and	River	Trust	whose	focus	remained	on	
the	canal.		
• The	 halting	 and	 delayed	 start	 to	 the	 programme	 which	 meant	 that	 that	 it	 was	 under	









• Developing	 a	 three-pronged	 commissioning	 strategy	 of	 large	 signature	 commissions	 that	
would	 achieve	 impact	 of	 scale;	 residencies	 hosted	 by	 local	 community	 groups	 or	





• Creating	 opportunities	 for	 cross-cultural	 encounter	 and	 dialogue	 through	 inter-cultural	
practice.	
• Developing	an	inclusive	arts	practice	with	particularly	vulnerable	and	marginalised	groups.		



















we	 will	 illustrate	 the	 concept	 of	 ‘third	 space’	 and	 its	 importance	 in	 characterising	 the	models	 of	
practice	 that	 have	 developed	 through	 the	 programme.	We	 exemplify	 this	 idea	 through	 our	 case	
studies.	In	the	meantime,	we	define	it	as	a	space	that	an	artwork,	conceived	as	a	social	practice,	can	
open	 up	 between	 communities,	 or	 between	 a	 community,	 its	 environment	 and	 an	 artist.	 The	
artwork	may	take	a	myriad	of	forms	and	we	have	noted	examples	involving	sharing	food;	engaging	in	
dialogue;	 writing,	 photographing,	 drawing,	 walking	 or	 singing	 together;	 making	 things;	 mingling	
cultural	 traditions;	working	 together	on	a	production	or	event;	 sharing	 the	 frisson	of	humour	 that	
pushes	 at	 the	 boundaries	 of	 convention	 and	 acceptability;	 developing	 quality	 of	 attention	 to	
relationships	with	one	another	and	the	physical	environment.	Third	space,	as	can	be	seen	in	these	












realm	-	have	a	practical	 role	opening	up	third	spaces,	and	the	 function	of	a	programme	 like	Super	







A	detailed	methodology	 is	 appended	 to	 this	 report.	Here,	however,	we	 identify	 the	 key	principles	
that	have	informed	our	work.	The	research	and	evaluation	proposal	from	the	Psychosocial	Research	
Unit	 (PRU)	 at	 the	 University	 of	 Central	 Lancashire	 (UCLan)	 aimed	 to	 support	 the	 programme	
objectives	 of	 Super	 Slow	Way	 and	 identify	 its	 distinctive	 contribution	 to	 the	 Creative	 People	 and	




arts	 participation	 in	 the	UK’s	 areas	 of	 low	 cultural	 engagement.	 Super	 Slow	Way	 from	 the	 outset	
adopted	 a	 participatory	 action	 research	 strategy	 in	 Pennine	 Lancashire.	 The	 research	 plan	 was	
designed	to	enable	collaborators	(artists,	audiences,	stakeholders,	participants)	to	take	an	active	role	
and	 sustain	 an	 interest	 in	 co-producing	 and	 understanding	 the	 knowledge	 gained	 throughout	 the	
programme	and	using	it	to	develop	and	enhance	practice.		
	
PRU’s	 role	 has	 been	 to	 collaborate	 in	 the	 production	 of	 a	methodology	 to	 study	 the	 programme	




bear,	 including:	 rapid	 capture	 and	 in-depth	 modes	 of	 interviewing	 with	 artists	 and	 audience	




A	 further	methodological	principle,	consistent	with	our	aim	of	understanding	what	happens	 in	 the	
art	 spaces	 generated	 in	 the	 programme	 is	 that	 in	 order	 to	 observe	 third	 space	 ‘in	 action’,	 one	









The	research	has	been	undertaken	 in	 the	period	 from	December	2016	to	November	2017	 in	what	
follows	our	informants	have	been		
	















Super	 Slow	 Way’s	 work	 in	 partnership	 with	 the	 Canal	 and	 River	 Trust	 has	 taken	 the	 Leeds	 and	
Liverpool	Canal	as	physical	and	temporal	 inspiration,	background,	setting	and	focus	of	many	of	the	
projects	it	has	commissioned.	We	have	seen	that	the	idea	of	the	canal	as	a	civic	and	cultural	space	
has	 gathered	 momentum	 and	 credibility,	 with	 a	 number	 of	 commissions	 intentionally	 linking	 up	
various	 locations	 and	 stretches	 of	 the	 canal	 and	 offering	 the	 opportunity	 for	 visitors	 and	 the	
communities	who	live	along	it	to	begin	to	appreciate	it	as	a	shared	link	between	communities	who	
would	otherwise	feel	separate	and	isolated	from	each	other,	(idle	women,	Hugging	the	Canal,	Circle	






The	 experience	 of	 the	 research	 team	 in	 the	 first	 year	 supports	 the	 vision	 the	 partnership	 has	
developed	 for	 the	 canal	 as	 ‘a	 string	 of	 pearls’	 in	 which	 key	 sites	 or	 hubs	 of	 cultural	 interest	 are	
perceived	 as	 being	 connected	 by	 the	 waterway	 and	 canal	 bank.	 This	 leads	 to	 a	 more	 expansive	
understanding	of	the	canal	which	goes	some	way	towards	achieving	the	Super	Slow	Way	objective	of	
generating	 a	 growing	 interest	 in	 its	 future	 uses	 and	 in	 volunteering	 related	 to	 the	 protection	 and	
promotion	of	 the	canal	as	an	environmental	asset.	The	canal-focused	projects	have	 facilitated	 the	
creation	 of	 convivial	 spaces	 where	 people	 take	 time	 to	 attend	 to	 their	 relationships	 with	 one	




art,	 and	 slow	 living,	 reflecting,	 perhaps,	 the	 gliding	 of	 barges	 along	 the	 waterway	 which	
differentiates	travel	on	the	canal	 from	the	fast-paced	movement	of	the	surrounding	urban	spaces.	
The	 canal’s	 human,	 animal	 and	 plant	 life	 have	 been	 at	 heart	 of	 much	 of	 the	 artwork	 in	 the	






In	 partnership	with	Mid-Pennine	 Arts,	 Super	 Slow	Way	 transformed	 the	 traditional	 Burnley	 canal	
festival	 in	2016	and	2017,	giving	 it	a	contemporary	aesthetic.	The	large	crowds	attracted	offered	a	
window	 on	 how	 the	 canal	 could	 become	 a	 leisure	 destination.	 The	 festival	 made	 use	 of	 three	
distinctive	 sites,	 and	a	walk	between	 them.	Sandygate	Square	provided	a	 space	 for	 contemporary	
music,	dance	and	participatory	activities.	It	included,	for	example,	Folk	Dance	Remixed,	a	collage	of	
ceilidh,	 clogging,	 street,	 hip	 hop,	 house	 dance	 and	 music;	 and	 essence	 of	 African	 Dance	 and	
Bollywood	in	performance.	In	the	second	year	of	the	festival	the	main	event	was	Urban	Playground	








on	 the	 free	water	bus	with	a	canal	cruise	 to	 the	Exbury	Egg	at	Finsley	Gate	Wharf.	The	Egg	artist,	
Stephen	 Turner	 was	 on	 hand	 with	 local	 volunteers	 to	 host	 visits	 and	 explain	 and	 promote	 the	
programme.	In	2017	the	Egg	was	replaced	by	craft	stalls	and	the	wharf	became	a	departure	point	for	
basic	 canoe	 lessons.	 At	 the	 Inn	 on	 the	 Wharf,	 Burnley	 Alliance	 Silver	 band	 played	 a	 mix	 of	
contemporary	 and	 traditional	music.	 The	 pub	 yard	 provided	with	 stalls	 and	 activities	 for	 children,	
including	a	Punch	and	Judy,	mini-fairground,	circus	skills	and	insect	circus.		
	
The	 two-day	 events	 in	 Burnley	 contrasted	 with	 the	 Blackburn	 canal	 festival	 that	 by	 and	 large	
retained	a	traditional	format	with	a	display	of	moored	canal	boats,	traditional	food	and	drink,	folk,	
rock	and	 reggae	music.	We	conducted	a	 large	number	of	 impromptu	 ‘rapid	 capture’	 interviews	at	
these	events,	not	only	to	evaluate	experience	of	the	event	itself,	but	to	try	and	gauge	the	nature	of	
public	engagement	with	the	canal	and	the	extent	to	which	cultural	activities	would	be	welcomed	in	
the	 future.	 Although	 public	 attendance	 and	 feedback	was	 very	 positive	 for	 both	 festivals,	 people	
particularly	enjoyed	the	element	of	novelty	 in	Burnley,	the	mix	of	the	modern	and	traditional,	and	
the	revitalisation	of	the	festival	through	art.	Both	events	demonstrated	that	local	people	and	visitors	
are	 anything	 but	 indifferent	 to	 the	 fate	 of	 the	 canal.	 They	 welcome	 its	 environmental	 and	








the	 interviews	 and	 in	 particular	 from	 the	 visual	 matrices4	 that	 we	 conducted	 that	 the	 canal	 still	
arouses	ambivalent	and	sometimes	conflicting	images	and	ideas.	It	is	experienced	both	as	a	place	of	
beauty,	interest,	leisure	and	local	pride	and	of	danger	and	decay.	The	swan	–	emblem	of	the	Canal	
and	River	Trust	–	 is	also	emblematic	of	 these	mixed	 feelings.	 It	 recurs	 in	our	 interviews	and	visual	
matrices	as	a	creature	of	grace	and	dignity,	at	one	and	the	same	time	an	aggressor	and	a	victim	of	
toxic	 waters,	 vulnerable	 to	 destructive	 people	 and	 marauding	 dogs.	 The	 swan	 thus	 symbolises	
conflicting	perceptions	of	the	canal	and	its	immediate	environment	that	reflect	the	reality,	for	many	












the	 Canal	 and	 River	 Trust	 in	 the	 region	 makes	 it	 clear	 that	 a	 primary	 value	 to	 the	 Trust	 of	 the	


























of	 East	 Lancashire	 and	 increases	 opportunities	 for	 attendance	 and	 participation	 in	 the	 arts.	 Some	
projects	 have	 offered	 opportunities	 for	 co-production.	 However,	 as	 already	 pointed	 out,	 the	
programme	has	had	to	face	specific	challenges	in	audience	engagement	and	development.	
	
The	 resources	of	 the	 five	Local	Authorities	who	are	partners	 in	 the	programme,	have	dwindled	as	





This	 complicated	 the	 task	 of	 cultural	 programming,	 if	 it	 is	 not	 unwittingly	 to	 reinforce	 existing	
divisions	among	 local	people,	and	disinterest	or	 rejection	of	anything	that	might	be	 interpreted	as	
‘alien’.	Not	only	is	the	task	therefore	to	increase	the	reach	of	the	arts	and	build	audiences,	it	is	also	








• There	 are	many	 ‘hard-to-reach’	 groups	 in	 the	 area	 such	 as	 refugees,	 substance	misusers,	
women	who	have	suffered	violence	and	abuse,	for	whom	art	and	culture	has	to	be	offered	
in	carefully	calibrated,	containing	settings.		




















understanding	 of	 place,	 history,	 identity	 and	 awareness	 of	 current	 and	 future	 prospects	
(Fabrications,	 Festival	 of	Making,	Home,	Metis-World	 Factory	 	 Shapes	 of	Water	 Sounds	 of	
Hope)		
• commemorated	 events	 of	 historical	 importance	 to	 identities	 and	 histories	 of	 migration	
(Home)	
• countered	 through	 art	 and	 inter-cultural	 practice	 the	 divisive	 racialisation	 of	 difference	
(Kinara,	Shapes	of	Water	Sounds	of	Hope,	idle	women,	Circle	of	Friends,	Home,	Verd	de	Gris)	
• included	 marginalised,	 vulnerable	 and	 under-resourced	 groups	 (idle	 women,	 Circle	 of	




• begun	 the	work	 of	 regenerating	 locality	 through	 place-making	 and	 heritage	 (The	 Egg,	 the	
Pavilion	Community	Café	in	Nelson,	Fabrications)	
• recognised	 and	 developed	 through	 contemporary	 art,	 existing	 traditions	 and	 vernacular	
cultural	 forms	 (Hugging	 the	 Canal,	 Burnley	 Canal	 Festival,	 Blackburn	 Canal	 Festival,	 the	
Pavilion	Community	Café,	Shapes	of	Water	Sounds	of	Hope,	Metis-	World	Factory)	














area	 of	 minimal	 cultural	 infra-structure	 is	 considerable.	 This	 can	 foster	 a	 mind-set	 of	 defensive	
survivalism	 accompanied	 by	 a	 reluctance	 to	 bring	 in	 fresh	 artists	 from	 outside	 the	 area.	 In	 some	
cases,	such	as	 In	Situ,	they	have	been	dedicated	to	a	 ‘small	and	local	 is	beautiful’	philosophy.	SSW	






has	 attempted	 to	 work	 in	 partnership	 with	 the	 small	 arts	 organisations	 on	 projects	 they	 wished	
undertake,	building	on	 their	 local	 knowledge,	presence,	networks	 and	 reputation	 in	 the	area,	 and	
recognising	 this	as	a	vital	 resource;	Shapes	of	Water	Sounds	of	Hope	was	built	on	years	of	patient	
relational	work	by	In	Situ	and	could	not	have	been	delivered	without	it.	The	Burnley	Canal	Festivals	
have	 depended	 on	 Mid-Pennine	 Arts’	 understanding	 of	 how	 to	 put	 a	 new	 artistic	 spin	 on	 old	
traditions	in	a	way	which	people	would	still	recognise	and	enjoy.	Burnley	Youth	Theatre	drew	on	an	









the	wider	world.	 Artists	working	 in	 the	 programme	 have	 encountered	 poverty,	 racism,	 substance	
misuse,	homelessness,	de	facto	segregation	of	communities,	mental	 illness,	domestic	violence,	and	
abuse,	decline	of	community	solidarities,	sexist	and	homophobic	violence	and	abuse,	the	problems	
of	migrants	 and	 refugees	 and	 the	 specific	 vulnerabilities	 of	 people	with	 disabilities	 or	 age-related	
frailty.	 It	 cannot	 be	 the	 task	 of	 an	 arts	 programme	 to	 turn	 artists	 into	 social	 or	 health	 workers.	
However,	SSW	has	recognised	that	in	an	area	with	the	multiple	disadvantages	of	East	Lancashire,	it	
must	work	in	collaboration	with	other	agencies;	support	artists	to	build	relationships;	and	work	with	
communities	 to	 produce	 locally	 relevant	 and	 (inter)nationally	 significant	 art.	 The	 programme	has,	
therefore,	produced	numerous	projects	–	some	small	and	intimate,	others	large	scale,	that	in	some	
measure	 address	 local	 needs	 through	 art.	 They	 introduce	 people	 to	 the	 possibilities	 of	 art	 and	





they	 relied	on	communities	 to	host	and	 those	communities	had	 little	conception	of	what	an	artist	
might	 be	 able	 to	offer.	 They	 also	demanded	of	 artists	 a	 particular	model	 of	 practice	 in	which	 the	
community	 and	 place	 were	 the	 primary	 resources	 and	material	 for	 the	 artwork,	 and	 any	 objects	
produced	were	a	means	to	animate	social	relations	to	other	people	or	the	environment,	rather	than	
ends	 in	 themselves.	This	could	create	 tensions	between	the	desire	 for	a	strong	aesthetic	outcome	











result	 of	 her	 experience	 in	 year	 2.	 Jenny	 Rutter	 who	 produced	 the	 Fabrications	 programme	 now	
supports	 the	 idea	 of	 a	 ‘ladder’	 where	 the	 first	 rung	 is	 sensitive	 projects	 involving	 hard-to-reach	
groups	 in	 carefully	 curated	 relational	 settings	 are	 allowed	 to	 grow	organically.	 Subsequent	 ‘rungs’	
would	increase	in	ambition,	perhaps	involving	a	provocation	or	an	intervention	designed	to	shift	the	
way	 people	 think	 about	 things.	 An	 effective	model	 of	 support	 for	 participants	 and	 hence	 also	 for	
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artists	 is	 to	 partner	with	 a	 community	 organisation,	 such	 as	 Community	 Solutions,	who	 can	 both	
recruit	 for	 the	group	and	address	 support	needs	as	 they	arise.	The	experience	of	 idle	women	was	









Jen	Reid,	accompanied	by	visual	artist	 Simon	Woolham,	 took	her	 singing	directly	 into	 the	pubs	by	
‘singing	for	her	supper’,	as	she	and	Woolham	walked	along	the	127	miles	of	the	Leeds	and	Liverpool	
Canal.	The	 impact	of	a	project	 like	this	 is	not	necessarily	 to	be	confined	to	the	numbers	of	people	
reached	 in	any	one	moment,	 rather	 its	value	 resides	 in	a	 localised	animation	of	public	 space	 that,	
combined	 with	 other	 similar	 contributions,	 could	 incrementally	 accumulate.	 By	 taking	 art	 into	




A	 further	 example	 was	 the	 Pavilion	 Café	 where	Mark	Mellville,	 Louie	 Ingram	 and	 Lee	Mattinson	
invited	the	local	residents	who	frequent	Victoria	Park	in	Nelson	to	explore	a	different	understanding	
of	 nature,	 biography,	 music	 and	 art	 through	 installing	 audio	 recordings	 in	 the	 park	 café	 with	 six	
broad	 headings,	 they	were	 Food	 and	 Friendship,	 Industry	 and	 Integrity,	 This	 Park	 and	 the	World,	
Nature	 and	 animals	 and	 Health	 and	 Wellbeing.	 The	 Pavillion	 café	 was	 a	 social	 enterprise	 that	
supported	volunteers	who	worked	there	and	local	people	who	frequented	the	café	to	develop	audio	
art,	music	and	biographical	recordings	and	subsequently	enjoy	them	along	with	casual	visitors.	The	




centre	of	 the	 town,	with	an	exhibition	 that	was	part	of	 the	Fabrications	project.	 This	old,	 revered	







At	 the	 other	 end	 of	 the	 scale,	 in	 October	 2016	 A	 Rhapsody	 to	 the	 Leeds	 and	 Liverpool	 Canal,	
composed	 by	 Ian	 Stephens,	with	 poems	 by	 Ian	McMillan,	was	 commissioned	 to	 celebrate	 the	 bi-
centenary	 of	 the	 canal.	 It	 involved	 five	 local	 primary	 schools,	 the	 Blackburn	 People’s	 Choir,	 the	
Brighouse	and	Rastrick	Brass	Band,	as	well	as	acclaimed	soprano	Amanda	Roocroft,	cellist	Johnathan	
Asgaard	 and	 tabla	 player	 Kuljit	 Bhamra.	 The	 choir	 and	 band,	 and	 the	 choir	 of	 school	 children	
attracted	families,	friends,	relations	and	public	enough	to	fill	the	vast	King	George’s	Hall	in	Blackburn	
with	 an	 ethnically	mixed	 audience.	 Despite	 the	 evident	 quality	 and	 popularity	 of	 this	 celebratory	
event,	which	was	well	marketed	and	 initially	ticketed,	 it	became	clear	to	SSW,	as	they	tried	to	sell	
tickets	 in	 the	 run	up	 to	 the	event,	 that	many	 local	people	did	not	expect	 to	pay	 for	culture	 in	 the	
form	 of	 live	 performance.	 Eventually	 tickets	 had	 to	 be	 given	 away.	 Commercially,	 therefore,	 the	
event	 was	 not	 a	 success.	 However,	 this	 did	 not	mean	 an	 absence	 of	 audience	 engagement.	 Less	
spectacular	 than	 the	 impact	of	 the	 final	event,	but	possibly	of	 longer	duration,	will	have	been	 the	
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effect	 on	 the	 children	 of	 five	 local	 primary	 schools	 (and	 their	 families),	 who	 rehearsed	 over	 the	
preceding	 months	 and	 found	 themselves	 on	 a	 huge	 stage	 with	 professional	 and	 amateur	 adult	




Metis,	 a	 performing	 arts	 company,	 performed	 the	 World	 Factory	 in	 Brierfield	 Mill	 where	 the	
audience	were	cast	in	the	‘capitalist’	role	of	factory	owners	in	communist	China.	The	audience	were	




in	 the	 West	 with	 the	 reality	 of	 sweatshops	 in	 China	 and	 South	 Asia.	 Through	 performing	 it	 in	
Brierfield	 Mill,	 Metis	 skilfully	 made	 the	 connection	 between	 mill	 workers	 of	 the	 past	 in	 East	








and	building	 audiences	 as	well	 as	 reaching	 large	numbers.	 The	most	 ambitious	mass	participation	
project	of	all,	Suzanne	Lacy’s	Shapes	of	Water	Sounds	of	Hope	(see	case	study)	lasted	over	a	period	
of	nine	months	and	included	groups	of	Sufi	chanters	(Dhikr),	Shape	Note	singing	and	mill	songs,	in	a	
process	 that	 included	 a	 series	 of	 mass	 public	 events	 with	 the	 participation	 of	 multiple	 local	
organisations,	networks	and	conversations.	These	occurred	as	South	Asian	heritage	and	white	British	
communities	 encountered	 one	 another	 in	 a	 series	 of	mass	 ‘Community	 Conversations’	 that	 went	
straight	 to	 the	heart	 of	 the	most	pressing	distinctions	 and	divisions	 affecting	 their	 social	 relations	
and	 daily	 lives.	 The	 prolonged	 interaction	 through	 the	 enactment	 of	 two	 cultural	 traditions	
culminated	 in	 parallel	 and	 fusion	 performances	 of	 Shape	 Note	 and	 Dhikr	 at	 a	 day	 of	 filming	 in	
Brierfield	Mill,	which	concluded	in	a	banquet	for	500	local	people.	SSW	estimate	that	in	the	course	
of	 the	 final	 3	 days	 between	 750	 and	 1000	 people	 attended.	Many	more	 were	 involved	 over	 the	
course	of	the	entire	project	-	effectively	a	community	development	project	as	well	as	an	art	project.	
It	is	very	difficult	to	estimate	numbers	of	people	who	engaged	or	came	to	know	about	it.	The	whole	
point	 of	 the	 process	 was	 its	 cumulative	 diffusion	 into	 the	 community	 through	 friends,	 families,	
networks	 and	 organisations,	 and	 therefore	 both	 first	 and	 second	 hand	 knowledge.	 The	 film,	 The	
Circle	and	the	Square,	was	 launched	in	Brierfield	Mill	 in	September	2017.	 It	remains	as	a	record	of	




While	 large	 scale	 signature	 commissions	 such	 as	 Shapes	 of	 Water,	 Sounds	 of	 Hope	 create	 large	
audiences,	intensify	impact	and	establish	the	presence	of	the	programme	in	the	area,	they	do	touch	
all	areas	of	 cultural	experience.	There	 is	a	very	 important	place	 for	 small	 scale	arts	experiences	 in	
projects	 that	undertake	the	painstaking	work	of	building	audiences	 in	ways	which	achieve	a	 lower	
profile	 but	 where	 in-depth,	 fine-grained,	 attentive	 work	 takes	 place	 that	 seeks	 to	 embed	 art	 in	
everyday	lives	and	practices.	SSW’s	portfolio	has	ranged	over	a	wide	variety	of	activities	in	terms	of	











make	 art	 for	 the	 display	 in	 Burnley	 Mechanics,	 a	 theatre	 and	 former	 mechanics	 institute	 with	
exhibition	space.	They	used	recycled	materials,	cotton,	wool,	straws,	and	plastic	to	design	two	and	
three-dimensional	artworks	 for	display	on	 the	wall.	 Local	people	who	were	socially	excluded	were	
encouraged	 to	 discuss	 issues	 that	 were	 relevant	 to	 their	 lives,	 including	 race	 and	 community	
relations,	mental	 health,	 and	 substance	misuse.	 The	 art	 was	 their	 own,	 which	was	 subsequently,	
produced	and	sold	and	the	money	raised	re-invested	for	the	group’s		benefit.	
	
The	 Egg	 by	 Stephen	 Turner	 (see	 case	 study)	 epitomised	 the	 philosophy	 of	 ‘slow’	 enabling	 local	
people	to	engage	at	their	own	pace	re-claiming	a	derelict	site	beside	the	canal.	Many	of	the	activities	
involved	 minute	 attention,	 for	 example,	 to	 moths,	 bugs	 and	 plant	 life.	 The	 Egg	 developed	 an	
enthusiastic	 local	 following	that	was	able	to	discover	what	was	already	there	 in	their	surroundings	









itself,	as	opposed	to	public	 space.	This	was	another	 ‘slow	art’	project,	 formed	out	of	a	group	who	
had	not	been	used	to	getting	out	and	about	prior	to	their	canal	walks	with	artist,	Jean	McEwan.	They	
grew	in	enjoyment	and	confidence	by	developing	a	sensuous	and	aesthetic	relationship	to	the	canal.	
Through	 sharing	 it	 as	 a	 third	 space	 they	 arrived	 at	more	 animated	 and	 appreciative	 relationships	
with	one	another.		
	
	idle	 women	 (see	 case	 study)	 brought	 together	 women	 from	 different	 neighbourhoods,	
organisations,	 ethnicities	 and	 walks	 of	 life	 who	 within	 the	 contained	 space	 ‘curated’	 by	 Rachel	
Anderson	 and	 Cis	 O’Brian	 (the	 creative	 producers	 of	 the	 project)	 interwove	 their	 life	 experiences	
with	the	industrial	history	of	Lancashire’s	mill	workers	and	canal	dwellers.	Many	of	the	women	who	
became	part	of	 the	project	had	their	own	histories	of	 trauma	and	 loss	and	yet	were	able	to	reach	














assets	 with	 good	 intentions,	 poor	 resources,	 and	 often	 little	 experience.	 Under	 these	 conditions	








how	 a	 place	 based	 project	 could	 help	 local	 people	 take	 pleasure	 in	 and	 from	 a	 new	 sense	 of	
community	 investment	 in	 their	 locality.	The	most	successful	of	 these	projects	was	The	Egg	 for	 the	
good	reason	that	this	was	a	six	month	residency	that	occupied	a	disused	canal	bank	site	at	Finsley	
Gate	 Wharf	 and	 allowed	 time	 for	 a	 new	 community	 relationship	 with	 place	 to	 form	 organically	
through	care	of	 the	 site	and	appreciation	of	 the	nature	 that	had	overtaken	 it	 in	 its	many	years	of	
closure.	Members	 of	 the	 community	who	 had	 been	 involved	 in	 the	 programme	became	 active	 in	
developing	ideas	for	the	future	of	the	site	through	a	Heritage	Lottery	bid,	to	continue	activities	in	the	









and	alienated	with	very	 little	 investment	of	 cultural	and	physical	 resource.	However,	by	preparing	
for	a	performance	event,	the	young	people	were	able	to	develop	new	skills	and	feel	a	sense	of	pride	
in	 themselves	 and	 their	 local	 community/youth	 centre.	 Likewise,	 in	 Beyond	 Labels	 in	 Accrington,	
young	 men	 used	 poetry,	 music	 and	 film	 to	 explore	 issues	 of	 identity,	 culture	 and	 ethnicity	 and	





beyond	the	 local.	Harkat,	 through	 its	cross-cultural	celebration	of	 the	 idea	of	home	and	migration	





outside	of	his	own	culture	was	able	 to	 connect	with	 the	 local	 Filipino	population	and	 the	 refugee	
groupings	in	the	local	area	with	ease	and	thus	provide	a	new	lens	for	the	local	indigenous	population	

































idle	women	was	centrally	concerned	with	creating	a	protected	art	space	 for	women	and	 it	 is	clear	
from	the	visual	matrix	we	conducted	that	it	developed	a	group	culture	of	mutual	care	across	cultural	
difference	 and	 across	 age	 groups	 and	 occupations.	 Within	 this	 environment	 women	 in	 very	
precarious	circumstances	were	able	 to	safely	 join	 the	group	and	take	part	 in	 its	creative	activities.	






has	 moved	 well	 beyond	 the	 ‘diversity’	 agenda	 (still	 dominantly	 concerned	 with	 diverse	 artist	
representation	 and	 mixed	 audiences),	 to	 explore	 what	 inter-cultural	 provision	 and	 practice	 can	
deliver	in	terms	of	community	relations	and	high	quality	art.	Once	again	the	nature	of	projects	has	
varied	 from	 locality	 based	 (The	 Café);	 to	 creating	 a	 temporary	 ‘hybrid’	 community	 (Harkat);	 to	 a	
month	 long	festival	 (Kinara)	and	an	extensive,	durational	project	of	 international	ambition	(Shapes	
of	Water	Sounds	of	Hope).	 In	addition,	many	of	the	community	commissions	with	a	defined	target	
population	have	actively	worked	with	the	cultural	diversity	of	 its	participants	–	(examples	are	Verd	




that	 different	 communities	 were	 provided	 for	 within	 the	 programme	 by	 ethnically	 targeted	
commissions	 which	 would	 have	 left	 existing	 cultural	 differences,	 distinctions	 and	 preferences	
untouched.	The	programme	has	not	 taken	this	safe	route.	The	closest	example	of	 targeting	 in	 this	
way	 was	 The	 Kinara	 Festival	 (see	 case	 study)	 directed	 by	 Rizwan	 Iqbal	 from	 Love	 and	 Etiquette	
where	 a	 large	 proportion	 of	 the	 scheduled	 events	 were	 South	 Asian	 in	 inspiration,	 or	 of	 specific	








Suzanne	 Lacy’s	 Shapes	 of	Water,	 Sounds	 of	 Hope	 is	 the	 subject	 of	 an	 extended	 case	 study	 but	 is	
summarised	 here.	 The	 project,	 which	 unfolded	 over	 many	 months,	 depended	 for	 its	 social	 and	
aesthetic	 outcomes	 on	 the	 juxtaposition	 between	 two	 culturally	 specific	 forms	 of	 chant:	 Dhikr,	 a	
form	of	Sufi	meditation	and	spiritual	expression,	and	Shape	Note	a	musical	notation	which	gave	rise	
to	a	vocal	tradition	with	distant	origins	in	Lancashire.	Both	chant	forms	therefore	in	different	ways	
had	roots	 in	 the	 lived	spiritual	practices	or	historic	vocal	 traditions	of	 the	region.	The	 intercultural	
contribution	 of	 Shapes	 of	Water	 Sounds	 of	 Hope	 developed	 out	 of	 both	 the	 aesthetic	 encounter	
between	 these	 two	 forms,	 and	 conversations	 between	 South	 Asian	 heritage	 and	 white	 British	
communities	 over	 the	 course	of	 the	months	 that	 led	up	 to	 the	 finale	 in	 Brierfield	Mill	 in	October	




A	 measure	 of	 the	 difficulty	 and	 courage	 needed	 to	 undertake	 a	 project	 of	 this	 scale,	 with	 the	
potential	 to	 make	 a	 lasting	 impact	 on	 inter-community	 perceptions	 and	 relations	 was	 also	 the	
degree	of	ambivalence	and	controversy	it	aroused	at	the	time,	mainly	among	arts	professionals,	with	
arguments	 that	 ranged	 over	 the	 resources	 required,	 the	 degree	 and	 nature	 of	 participation,	 the	
relevance	of	Shape	Note	in	modern	East	Lancashire,	the	import	of	an	American	artist	(Suzanne	Lacy)	
and	 music	 Director	 (Ron	 Pen),	 the	 male	 domination	 of	 the	 Sufi	 chanting,	 whether	 the	 initial	
projected	numbers	were	realistic,	and	the	aspiration	of	the	artist	for	a	strong	aesthetic	outcome	as	
well	as	a	community	development	legacy.	As	far	as	the	publics	were	concerned	it	does	appear	that	
there	 was	 some	 equivocation	 over	 the	 suitability	 of	 Shape	 Note,	 however	 we	 have	 recorded	 no	
criticism	of	the	wider	goals	of	the	project.	Both	South	Asian	heritage	and	white	British	communities,	










SSW	 delivered	 an	 ambitious	 and	 varied	 programme	 with	 a	 strong	 focus	 on	 socially	 engaged	
community	based	participatory	projects,	alongside	 festivals	and	 larger	signature	commissions.	This	
mixture	has	 laid	 the	basis	 for	a	developing	arts	ecology	with	projects	varying	 from	small,	 intimate	
and	neighbourhood	based,	to	durational,	festival,	spectacle	and	events	of	regional	and	international	
significance.	 It	 enabled	 a	 diversity	 of	modes	 on	 engagement,	 allowing	 for	 everything	 from	 simple	
‘taster’	 activities,	where	members	 of	 the	 public	 could	 try	 things	 out	 (Festival	 of	Making),	 reclaim	
disused	 sites	 (The	 Egg),	 engage	 in	 large	 scale	 productions	 (Rhapsody	 for	 the	 Leeds	 and	 Liverpool	
Canal);	 	 form	 supportive	 and	 transformative	 relationships	 (Circle	 of	 Friends);	 create	 a	 temporary	
community	 (idle	women);	 recover	 industrial	heritage	 (Fabrications);	work	with	 international	artists	
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individuals	 and	 the	 diverse	 communities	 of	 Pennine	 Lancashire	 including	 some	 of	 its	 more	
vulnerable	residents.	It	has	not	shied	away	from	the	difficult	issues	of	inter-community	community	
relations	in	a	post-industrial	areas	area	of	high	migration	and	diminished	resources.	In	particular,	it	
has	 worked	 to	 create,	 through	 art,	 conversational	 opportunities	 and	 sites	 of	 encounter	 where	
racialized	differences	estrange	communities	from	one	another.	It	has	done	this	by	commissioning	a	
range	of	small	projects	that	have	successfully	attracted	ethnically	mixed	participant	groups	(Verd	de	
gris,	 Circle	 of	 Friends).	 The	 Kinara	 Festival	 produced	 by	 Love	 and	 Etiquette	 presented	 very	 high	
quality	 classical	 and	 contemporary	 art,	music	 and	 performance	 of	 Islamic,	 South	 Asian	 and	 other	
international	 inspiration,	 to	 audiences	 that	were	mixed	but	majority	 South	Asian.	 Some	 initiatives	










The	canal	was	not	only	 the	backdrop	and	 setting	 for	 the	programme’s	 commissions	but	also	 their	
inspiration,	providing	a	visually	compelling	and	historically	significant	environment	that	infused	the	
artworks	with	imaginative	content	and	provided	a	living	link	to	the	region.	It	allowed	people	to	re-
claim	 the	 canal	 as	 heritage,	 including	 those	 who	 for	 reasons	 of	 vulnerability	 felt	 least	 confident	
about	 using	 it.	 	 idle	 women	 provided	 a	 floating	 art	 space	 for	 women	 throughout	 the	 spring	 and	
summer	 of	 2016	 with	 four	 different	 moorings	 along	 the	 canal.	 By	 privileging	 access	 for	 very	
vulnerable	women,	including	those	who	had	experienced	violence	and	abuse,	it	built	up	a	sustained	








from	 the	 ‘fast	 lanes’	 of	modern	 life	 (typified	by	 fibre	optics	 or	motorways)	 to	 the	 slow	motion	of	


















SSW	 has	 developed	 and	 refined	 an	 approach	 to	 programming	 that	 will	 build	 arts	 capacity	 going	
forward.	 Laurie	 Peake,	 explicitly	 (and	 rightly	 in	 our	 view)	 rejects	 a	 consumer	 choice	model	where	
cultural	programming	is	a	question	of	reflecting	local	demographics	and	associated	tastes	in	order	to	





trap	of	 a	 backward	 looking	nostalgia,	 preferring	 to	 re-appropriate	heritage	 through	 contemporary	





There	 are	 limitations	 to	what	 a	 cultural	 programme	 can	 do,	 certainly	 over	 the	 course	 of	 just	 two	
delivery	 years.	 For	 example,	 the	 regeneration	of	 the	built	 and	natural	 environment	 requires	 huge	
capital	 investment	and	is	not	in	any	case	the	primary	role	of	an	arts	programme.	However,	an	arts	
programme	working	 in	 partnership	 or	 in	 collaboration	with	 the	 primary	 responsible	 agencies	 can	




















SSW	 has	 delivered	 an	 injection	 of	 much	 needed	 investment	 in	 arts	 provision	 and	 this	 has	
considerably	extended	the	reach	of	the	arts	into	communities	along	the	Leeds	and	Liverpool	Canal,	
where,	 depending	 on	 the	 nature	 of	 the	 project,	 audiences	 varying	 in	 size	 from	 single	 figures	 to	
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hundreds	have	attended,	participated	and	enjoyed	arts	events	and	processes,	perhaps	for	the	first	
time	in	their	lives.	
	
